Introduction
Hoc facite in mean commemorationen [Do this in remembrance of me]. In his Le Murate Last Supper, Vasari opened the religious drama with Hoc facite in mean commemorationen [Do this in remembrance of me], a Latin inscription in a large architectural cartouche-a tablet with an ornate scroll frame-located in the wall behind Christ and above His head. In a disegno [drawing] for the composition, located in the Staatliche Graphische Sammlung in Munich, Vasari opted for another version of Christ's words: Hoc est enim corpus meum [For this is my body]. The inscription reveals to the Christian viewer the meaning of the unfolding human and spiritual drama. According to the New Testament, these words were spoken after Christ had blessed and broken [the bread], saying, -Take eat; this is my body, apostles.
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For the Munich drawing, Vasari designed this religious episode in two phases: one meditative and the other interactive. The meditative aspect is evoked by the inscribed Latin words reminding the devotees-the female members of the monastery-to contemplate Christ's thanksgiving; the interactive aspect engages the viewer in the historical moment during the supper when Christ announces that He will be betrayed and thereby provokes diverse reactions among His apostles. Vasari masterfully staged the event for the nuns of the convent so that they could ponder the human condition and Christ's message of forgiveness and love.
Before discussing the iconographical and iconological significations in Vasari's Le Murate Last Supper, the purpose of this study, I will briefly comment on the Christian components of the Last Supper and then consider the major Florentine representations of this event depicted during the Quattrocento (fourteenth century) and Cinquecento (fifteenth century). These accounts will demonstrate Vasari's artistic and cultural assimilation of the historical and religious traditions as well as his innovations in the creation of Le Murate Last Supper for the nunnery.
Christian and Florentine Last Suppers
The theme of the last supper derives from the classical tradition of sharing a festive banquet with family, friends, and important dignitaries. Biblical meals also take place among family and friends, and at times guests are invited. These meals take place in different settings and at different times of the day. The Christian supper, specifically, the Last Supper, follows in part the Old Testament rituals of the Passover Seder. 8 It represents
Christ's last meal with His twelve apostles. The meal of bread, wine, and pieces of lamb is offered at a table in an interior setting at dusk. 9 These ingredients have specific Christian iconographical meanings: the bread is associated with Christ's body; the wine with Christ's blood; and the lamb symbolizes a sacrifice, Christ (Lamb of God) being crucified for human sins. 10 After the gathering, Christ is taken by Roman soldiers to be interrogated, tried, judged, and killed. The twelve apostles who shared the meal with Christ are: Peter (Simon) , Andrew (Peter's brother), Philip, Thaddeus, Simon, Bartholomew, James Minor, Thomas, Matthew (the tax collector), James Major (brother of John), John (the youngest apostles), and Judas Iscariot (Matthew 10:2). Three levels of meanings are present in the Christian event. First is the announcement of the betrayal, which alludes to human limitations and weakness. For example, the apostle Judas Iscariot will identify Christ to the Roman soldiers after the supper so that the authorities can apprehend Christ and will receive compensation of 30 silver coins. Traditionally, Judas is depicted at the meal holding a moneybag. His behavior alludes to one of the seven deadly sins, greed, 11 as well as his lack of faith in Christ as the (New York: Garland, 1988) . 12 See John 6:68, 11:16; Matt. 10:2-4; Mark 3: [16] [17] [18] [19] first commandment: -You shall love the Lord your God with all your heart, and with all your soul, and with all your mind, and with all your strength‖ . 13 The other type of betrayal is based not on lack of faith or greed but on fear and weakness, as in the case of the apostle Peter, who, after the supper and out of fear of incarceration and execution, will three times deny to the Roman authorities his association with Christ.
14 Peter too failed to love God, but unlike Judas 15 he immediately repented -after hearing the rooster crows,‖ sadly remembering Christ's words, -you will deny me three times,‖ hence, he -bitterly wept‖ ).
In the biblical story, the betrayal is a message of human despair. The second level in the Last Supper is one of a thanksgiving celebration or a blessing of the meal, which includes offerings of bread and wine. This type of offering has a biblical prototype, whose earliest occurrence is in the Old Testament when Abel and Cain make sacrificial offerings to . 16 In contrast to the meaning of the first level involving human betrayal, this second level, a mystical event, alludes to holy blessings, divine love, and forgiveness; it is a message of hope for humanity. The blessing of the meal institutes a tradition for Eucharist performances, which will be perpetuated and repeated at each offering of the mass. This is a beautiful message for humanity about redemption, resurrection, and eternal love. The third theme alludes to Christ's dramatic departure from His beloved disciplines as well as from earth as the result of His Crucifixion. In the bleak moment of the Last Supper, Christ provided for His apostles hope and an eternal bond by reminding them to continue performing the Eucharist ritual: Hoc facite in mean commemorationen [Do this in remembrance of me], 17 as depicted in Vasari's Le Murate Last Supper. Numerous studies have discussed the importance of depictions of the Last Supper in cenacoli (dining halls or refectories) in Italian Renaissance art. This fascination is likely due to the expansion of religious orders and their patronage as well as the patronage of their devotees from families and members of municipalities residing in neighboring churches and convents. These investigations addressed in particular the historical subject of Christ's communion with His apostles, with the cenacolo functioning as a secular structure, a dining area, as well as a spiritual center for contemplation and prayers. 18 The Italian word cenacolo combines two locus meanings: the eating of a meal at a traditional round table; and the place where the meal is served, such as a dining hall or refectory in a convent. Members of a religious order meet at certain times of the day to share their 13 A Jewish scribe asked Christ, -Which commandment is the first of all?‖ and Christ answered, -The first is, Hear, O Israel: the Lord our God, the Lord is one; you shall love the Lord your God with all your heart, and with all your soul, and with all your mind, and with all your strength.‖ See Bible, New Revised Standard Version (NRSV, 1989) In the Benedictine refectory of Sant'Apollonia, Andrea del Castagno (1423-57) depicted above his Last Supper different narrative scenes relating to the Passion of Christ, such as the Deposition, Resurrection, and Crucifixion. Castagno's Last Supper of 1447 takes place on an elaborate stage, where a perspectival interior is decorated with eccentric ornaments (Fig. 5) . Pilasters with fish-scale motifs on the shafts and floral capitals frame the scene, while the bench upon which the apostles sit is composed of two lateral armchairs decorated with simulated statues of sphinxes resting on classical dadi. The dadi or cubical forms are decorated with a simulated relief containing a vessel or an urn. The Christian meanings of these elements are associated with Christ's human nature and divinity. The fish scales allude to the Christian symbolism of the fish as a reference to the zodiac sign of Pisces, Christ's birth sign, and to the Christian meaning of the letters that compose Christ's name. In Greek, ichthus is a word for fish, which acrostically contains the name of Christ: (I) Christ (ch) God (th) Son (u) Savior (s). 20 The sphinx not only guards the holy event but also, as an oracle, predicts See Ferguson, Signs and Symbols in Christian Art, 14. 28 -Leonardo imagined, and has succeeded in expressing, the desire that has entered the minds of the apostles to know who is betraying their Master. So in the face of each one may be seen love, fear, indignation, or grief at not being able to understand the meaning of Christ; and this excites no less astonishment than the obstinate hatred and treachery to be seen in Judas.‖ See Rosanna Bettarini and Paola Barocchi, Giorgio Vasari, Le vite de più eccellenti pittori, scultori e architettori: nelle redazioni del 1550 e 1568 , 6 vols. (Florence: Sansoni, 1996 He depicted this religious event with a remarkable composition framed with a classical decoration and containing in the lintel an Ionic architrave and egg-dart motifs. Masterfully, the classical frame creates a perspectival illusion of moving the faithful or viewer from an exterior secular space (the wall of the hall) into an interior religious space (the painting), hence transferring the experience of the religious theme from the external natural world into an internal spiritual world. The painting design is composed by geometrical forms and arithmetic variances: the twelve apostles are arranged in four groups of clusters of three apostles, echoing the geometrical number three of the three open windows in the background. fictive nave of a church in an open Tuscan or Umbrian landscape. The extensive landscape contains a central scene representing Christ praying in the Garden of Olives or Gethsemane, referring to Christ's Agony in the Garden . During this painful episode an angel appears from heaven to comfort Him by bringing Him a chalice as a remembrance of His purpose on earth: instituting thanksgiving (Eucharist), forgiveness, and salvation through His spilled blood in the Crucifixion (Matt. 26:42) . A small vignette in the painting shows three apostles-Peter, John, and James-who have fallen asleep during Christ's hour of agony; they are unaware of the miraculous apparition of the angel with a chalice to console Christ. In his Last Supper, to clarify the identity of the apostles, Perugino inscribed their names on the wooden edge of the dining platform. The elaborate round arch, composed of fictive interlaced cosmati tresses, frames the religious scene. Six medallions with five portraits of members of Franciscan order are inserted in the arch while the sixth one, located in a direct axis to Christ, contains a monograph with the initials of Christ, IHS, surrounded by a flaming sun; this is the insignia of the Franciscans, whose order is being honored. 'Asia, dal XIII al XV secolo (Milan: Giunti, 2014 ). 34 Giorgio Vasari described in the vita of Francia Bigio (Franciabigio) that -he was very keen on studies of perspective and human anatomy, as you can tell by the accurate position of the wooden shutters painted along the wall.‖ Bettarini- Barocchi, Vite, 4:506. 35 Later owned by Convitto della Calza (Convent of the Sock).
Following artistic tradition, the names of the apostles are painted along the lintel that runs above their head. But Judas is additionally noted by his outburst in reaction to Christ's words about the betrayal. Jumping up from his stool, which is tilting, and launching his body toward Christ, Judas is hauntingly identified, while the other apostles sit agitated at the table. Franciabigio distinguished himself from other Florentine painters of Last Suppers by including different items at the table, e.g., the food displayed in the meal includes such things as cantaloupes and other exotic fruits not commonly included in traditional paintings of the subject. 36 Perhaps the cantaloupes are an allusion to the Middle Eastern travels of the Cavalieri of Malta, since this fruit was popular in that area. Furthermore, some pitchers of wine are designed with the Medici coat of arms, while others are decorated with the insignia of the Maltese Cross, a white cross on a red background, alluding to Order of the Knights of Malta. Both decorations connect with the family and role of the Abbess Antonia de' Medici, whose family of origin were the Medici, as well as her governance as a mother superior of the Order of the Dames of Malta. To honor the abbess's commission, Franciabigio painted her initials SVORA AN, referring to Superior Antonia, in the left side of the floor between the second and third apostles. He also dated and signed the fresco painting as A (nno) The simplicity of the architectural decoration of the dining hall is contrasted with the majestic representation of Christ's loving behavior. Three open arches are depicted above the dining area, the center one depicting an alcove with two figures attending to the meal. One figure wears a painter's outfit and beret, suggesting a self-portrait of the artist. Above them, in the sky, a splash of pink color alludes to the time of day: sunset. With this celestial imaging, del Sarto continued to portray Christ's message of hope, imparted during the thanksgiving meal. 37 In 1534, the convent became a nunnery in clausura until the nineteenth century. Their painting focuses solely on the offering of the wine during the holy meal-Christ's covenant of wine and blood (Fig. 17) ; 42 a large chalice is the only visible element on the table. Its placement between Christ and Judas, who sits across from Christ and separated from the other apostles, is indicative of the cause of the Passion. Judas's betrayal will result in Christ's Crucifixion. The chalice is not only a symbol of His blood shed during His trial and tortures but moreover is the cup that Christ used when drinking wine and offering blessings to His apostles: -He took a cup, and gave thanks, and gave to them, saying, ‗Drink ye all of it; for this is my blood of the covenant, which is poured out for many unto remission of sins'‖ (Matt. 26:22-24). Rosselli's scene is part of the passion cycle. In the background are three narrative scenes: The Agony in the Garden, the Kiss of Judas, and the Crucifixion. In the foreground of the Last Supper, there is a frieze with the inscription Replicatio Legis Evangelicae a Christo [Replication of Christ's Evangelic Law]. The composition of the scene is designed as an apse of a Christian basilica. On the exterior side of the semi-circular shaped table are seated apostles crowned with haloes; their reaction to Christ's betrayal announcement is depicted in a stage manner, with limited movement of their hands and facial expressions. In the interior side of the table, Judas's impassiveness to Christ's words contrasts with the fight of the cat and dog behind him. The conflict between the animals symbolizes Judas's dark and negative nature, which is further shown by his black halo and the devilish creature crawling behind his head. The overall decorative scene detracts from the solemnity of the religious event. Framing the religious scenes are two pairs of dandy spectators, whose stiff stance echoes the vertical support of the decorative piers for the architectural structure of the room; the spectators are clueless about this miraculous event.
In his Vite, Vasari criticized Rosselli, describing him as one of the less gifted among the painters at the Sistine Chapel: -However, his sheer adoption of brilliant colors granted him the appreciation of the pope, who apparently, was not considered an art expert.‖ 43 In contrast, Vasari highly praised del Sarto for the elegant movements of his figures; the vivid colors of purple, orange, salmon, turquoise, and green with iridescent effects as seen in the apostles' garments; and his mastery of design shown in the perspectival composition of the dining hall and the opened three partite alcove.
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With these memorable Florentine examples, 45 Vasari was inspired to compose his own Last Suppers.
Vasari's refectories too provide an interesting insight, in general, into the sixteenth-century taste for decorations of dining halls, or cenacoli, and, in particular, into the patronage of monastic orders such as the Benedictines with Le Murate commission in Florence; the Camaldolesi order in Casentino (Arezzo); the Augustinian order in Naples; and the Monteolivetan order with the commissions of the refectories in Bologna and Naples.
Giorgio Vasari's Last Suppers
There are two sections in this iconographical analysis of Vasari's Last Suppers. The first section considers, albeit briefly, the Last Suppers completed during Vasari's artistic period of 1537 and 1546. The second section focuses only on Le Murate Last Supper of 1546-47.
Early Last Suppers
In the early Last Suppers, Vasari stylistically followed the maniera treatment of figures, interior space, and overall compositional decoration and also adhered to the iconographical Florentine tradition of representing the theme of the Last Supper, including: a small drawing of the Last Supper for Ottaviano de' Medici of 1537 (now at the Musée du Louvre in Paris , Fig. 18) ; the Last Supper for the Camaldolese monastery of 1539 (Fig. 19) Vasari's drawing of the Last Supper for Ottaviano de' Medici (1484-1546), a distinguished member of the Medici family and Florentine political leader (Fig. 18) , is documented in a ricordo dated 1 January 1537, where Vasari cited the commission of a small painting of a Last Supper for Ottaviano de' Medici.
Ricordo come a di primo di Gennaio 1537 il magnifico messer Ottavjano de Medici ebbe da me un quadro, dentrovj la storia di X.o quando egli cena con gli apostolj, d'altezza di braccja uno e mezzo et uno e terzo largho, per valuto di docidi [scudi] .
[I remember how on the first of January 1537, the honorable Ottaviano de' Medici received from me a painting, inside it [depicting] story of Christ having a meal with his apostles. [The size of 1½ braccia in height and 1 1/3 braccia in length for twelve [scudi] .] 48 According to Florian Härb, Vasari's painting, presently lost, was part of the Medici's art collection. Catherine Monbeig Goguel identified a drawing for this commission, presently at the Cabinet des Dessins at the Louvre (inv. 4287) (Fig. 18) . 49 The disegno executed in pen and brown ink, with brown wash, heightened in white chalk, over black chalk, is one of Vasari's earliest Last Supper studies. The banquet scene takes place in a private room. The compressed space is divided in two parts. The upper part contains a partial colonnade opening where the servants are bringing the prepared food, while the lower part, which occupies three-quarters of the drawing, is designed with three walls decorated with grotteschi. (Fig. 19) . The scene has a simple décor, with emphasis on Italian Renaissance architecture such as the doorway frames and seating furnishings such as the stools. The holy supper takes place around a circular table at which the apostles surround Christ. While He is blessing the meal, a radiant white cross crowns Him and reveals His divinity. Peter is seated on the left side of Christ, while John collapses in front of Christ, and Philip points to himself wondering if he is being considered the betrayer. In the foreground, an unusual episode is unfolding: one of the apostles turns toward another and sees how his adjacent friend is clinging to a pouch. Vasari has identified Judas for the viewer. Judas's face is partially covered by his seated partner who unfortunately has discovered his secret and Christ's betrayer. Some vessels and a large 52 The Camaldolesi Order is a hermetical and cenobitical order of the eleventh century that branched out from the Benedictine order. Its founder, Saint Romuald, found a new hermitage in the Diocese of Arezzo, and later the order expanded to Camaldoli. Vasari, a native of Arezzo, was closely associated with the order because his classical tutor and canon Polio Giovanni Lappoli, known as Pollastra (1465-1540), was connected to this order, and Vasari spent time with him in Camaldoli. Vasari benefited from the relationship by receiving a major commission at Camaldoli, which included painting images for the rood screen of the main church, on the biblical theme of the supper. See a letter that Vasari wrote in 1537 from Camaldoli to Pollastra in Arezzo in Frey, Der literarische Nachlass Giorgio Vasaris, I, XXXIII, 89-91. See 5:164; [6] [7] [8] [9] [10] [11] [12] [13] 660; Further analysis of the depiction of these examples of the Last Supper shows some interesting common changes. For example, the composition in these small devotional panels consists of a simple domestic interior primarily dominated by a circular table around which the apostles and Christ sit in close proximity. Only a few culinary objects (wine jugs and large plates) are displayed in the scene. In these depictions, Vasari intentionally conveys a strong sense of intimacy in the scene and also provides a didactic moral message to the viewer, alluding to the triumph of the virtues of temperance, hope, and love (charity) over the vices of greed, despair, and betrayal.
Also, in the refectories of San Michele in Bosco and Santa Anna dei Lombardi, Vasari challenged the conventional thematic tradition of decorating walls and ceilings of refectories with religious themes based on the Crucifixion and Last Supper. He visualized an iconography predicated on the instructions of the Monteolivetan order. 65 Vasari rendered tangibly and visually the order's concept of monastic living, that is to say, the -monks seek to be like Christ an icon or an image of God's beauty, and the monastery is that quiet place where the work can be perfected-a kind of atelier of the soul.‖ 66 In 1994, I wrote at length on the iconography and iconology of the refectories of these Monteolivetan monasteries; hence I will not examine them in this essay. 
Le Murate Last Supper
In this arduous religious commission of the Last Supper for the female monastery, the Benedictine Monastery of Le Murate (The Walled nunnery), Vasari eloquently applied artistic inventiveness as well as historical, philosophical, and religious conceits. The painting was commenced in 1546 and completed in 1547 (Figs. 1--3) .
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In contrast to the previous suppers, Le Murate Last Supper represents a monumental evocation of the event. In a palatial interior, Christ and the apostles are comfortably seated along an oval La abessa e monache delle Murate di Firenze mi allogorono un cenacolo di grandezza di braccia 13 di legniame largo, alto braccia tre e mezzo, diviso in cinque pezzi; quale io dovessi farlo in Fiorenza per presso et pagamento di ∆ cento di y sette. Il quale acordo feje [fece] Giovan Maria Benintendi di casa messer Ottaviano de' Medici, et cosi promessi lavorallo a olio et finillo con diligentia fra sei mesi prossimi. Vasari's Le Murate Last Supper has suffered many vicissitudes since its completion but miraculously has survived. This huge religious painting of 8½ feet x 22 ½ feet was restored in 1593 and again in 1718. It is unclear when the Italian inscriptions in the tablecloth, located in the lower center of the painting, were added and by whom; perhaps the first restorer in 1593 inscribed: -Cavalier Giorgio Vasari Aretino/Dipinse Questa Opera L'Anno/MDXXXXVI-Restaurata L'anno MDLXXXXIII‖ and the second restorer, continuing on the same lower line of the first inscription, added in 1781 the second inscription: -Di Poi L'anno MDCCXVIII‖ (Figs. 1a, 1b, and 1c) . 72 Years later, when the convent of Le Murate was suppressed, the painting was moved to the Chapel of the Sacramento in Santa Croce. On 4 November 1966, the Vasarian masterpiece suffered severe, nearly irreparable damage during the Florentine alluvium (flood). From that time until now it has been in the Museo dell'Opera of Santa Croce awaiting restoration. Now, fifty years later, Vasari's Last Supper has been magically restored by a group of masterful technicians, artists, and scientist. 74 Although we may expect in this
Last Supper a more conventional imagery because of the patronage of a female and poor religious order, 75 the contrary is true. Vasari composed an extraordinary, monumental, and imposing religious structure for the nuns' dining hall at Le Murate, staging the thanksgiving meal as theatrical scene. As stage curtains are metaphorically drawn, the following is revealed: an interior setting of an elegant, palatial, Renaissance sala da pranzo (dining hall) where the sacred drama is evolving. The unveiled scene presents twelve apostles seated at an oval Vasari demonstrated his virtuosity as a designer and visualized what he meant by the importance of disegno [drawing] as the first artistic conception in the realization of a painting. This disegno provides an understanding of the unity of the composition, movement, and expression expressed in the original painting when it was delivered to Le Murate. After natural mutable traumas and restorations, we today can see evidence that the painting was done in five sections, following the commission's instruction that it be -diviso in cinque pezzi‖ [divided into five parts]. The contract for the commission required that the painting be composed outside of the convent because of the nunnery rules that no males could enter the convent's premises; hence, because of the great size of the painting, Vasari had to partition it. His disegno demonstrates his artistic maturity and conception of the maniera style, where the fusion of the artist's visualization (idea) revealed in a physical construct (disegno) manifests a beautiful conceit (a work of art).
Le Murate Last Supper is a religious visual poem whose words and images express a thanksgiving celebration and invite the viewer and the artist to the table to participate in this miraculous feast. 79 Unlike the previously discussed Florentine Renaissance Last Suppers, Vasari, for the first time, provided an obvious place-setting for an anonymous devotee to interact with the apostles and, hence, directly benefit from Christ's blessing. This is an allegorical place-setting for the nuns of the convent, who, attending an actual daily meal in the refectory, are visually and spiritually invited to partake of Christ's thanksgiving gift. Large vessels or vases and jugs of wine are depicted in front of the table in lieu of an apostle's setting adjacent to the viewer. The association of Vasari's name, vasaio [vase or vessel] , with vases is not the only indication of his participation. Excluding the obvious point, that Vasari painted this religious scene, in the Munich drawing, it is possible to see his signature in the right hand corner. 80 Vasari also inserted an additional place-setting for himself. As a Christian participant in this solemn event, in the drawing as well as in painting, Vasari too, as a devotee, wanted to partake of the apostles' blessings. As an artist and creator of art, he saw himself an imitator of God's creation; Cosi, dunque, il primo modello onde uscì la prima imagine dell'uomo fu una massa di terra; e non senza cagione, perciò che il divino Architetto del tempo e della natura, come perfettissimo, volle mostrare nella imperfezzione della materia la via del levare e dell'aggiungere, nel medesimo modo che sogliono fare i buoni scultori e pittori, i quali, ne' lor modelli, aggiungendo e levando riducono le imperfette bozze a quelle fine e perfezzione che vogliono. and as a Christian, he wished to receive Christ's thanksgiving and partake of the Christian salvation.
The construction of the overall design of the drawing and painting is complex, with an interlocking concave and convex movement or combination of two semicircular shapes. 82 The concave movement is a combination of a semicircular recession, a Christian basilica apse in the background. The convex movement is constructed by an inverted semicircular recession-a projection-into the space of the viewer in the foreground. When unified, these semicircular movements form the illusion of a Roman amphitheater, the Vespasian Coliseum of 70 CE. In between these two semicircular formations hangs a rectangular form: a horizontal tapestry where the narrative unfolds. Another architectural metaphor is the analogy between the arena of a Roman amphitheater, where Christians were slaughtered, and Vasari's compositional setting for Christ to become a sacrificial lamb. Rome was a special city for Vasari, and not just because of its classical past and architectural beauties, which he recounts in his vita (autobiography) and in the vita of his Florentine friend Francesco de ' Rossi Salviati (1510-63) where he describes how they spent hours drawing everything they saw in the eternal city as well as the works of Raphael and Michelangelo. The design of the painting is further divided into three parts horizontally: background with an elaborate architecture; middle ground with the meal scene; and foreground with the empty space, the edge of the painting, and the Latin inscription, visible in the drawing but not in the painting. The architectural background in the shape of semicircle is also composed of three parts. At the middle level, a large wall in a square u-shape supporting a classical column contains in the center a large attic and a Latin inscription: Hoc facite in mean commemorationen [Do this in remembrance of me]-a powerful proclamation of an everlasting covenant between Christ and His apostles and God and the faithful. 84 On each side of the wall are also large scrolls, whose inscriptions are not legible. In the back of this wall, two openings form a curved balustrade, where figures are standing and carrying plates. Probably these are the servants waiting to serve or attend to the needs of the guests. Through the openings of the balustrade, the vision of a sky with a setting sun suggests early evening, the time of the supper. The overall architectural display recalls the curvilinear steps and balustrade in the virtuoso Michelangelo's ricetto (anteroom) of 1524 for the Laurentian Library in Florence; and Vasari's own architectural constructions in the [Now the material in which God worked to fashion the first man was a lump of clay, and this was not without reason; for the Divine Architect of time and of nature, being wholly perfect, wanted to show how to create by a process of removing from, and adding to, material that was imperfect in the same way that good sculptors and painters do when, by adding and taking away, they bring their rough models and sketches to the final perfection for which they are striving]. In the center of the composition where the meal is taking place, the apostles are seated around an oval table. Vasari, under the influence of Leonardo, arranges the apostles reacting to Christ's words about betrayal into groups around the table but with the formation of reversed triangles. A possible composition of groups of three would form five inverted triangles. The first three figures on the left side of the table form the first triangle. An apostle pulling on Peter's toga for attention, Peter holding a knife, and Judas hiding a moneybag compose the second triangle. Christ's blessing gesture with His hand performs a dual action of blessing and stopping Peter's bellicose action, while with His right arm He embraces John, who has fainted in the Lord's arms. The third member of this group is the viewer, who occupies the open place in front of Christ, forming the third triangle. The next geometrical composition of the fourth triangle is composed of Thomas pointing at Christ while turning to another apostle and including the metaphorical personification of Vasari through the collection of vessels located across the table from the two apostles. The last triangle is comprised of three apostles located at the right end of the table. Therefore, Vasari's configuration and geometric construction figuratively follows the requirement of the contract that the composition be designed in five parts.
Another possible composition would be the creation of three clusters of five groups. Two clusters formed by a group of five apostles, located at the end of each side of the table, framing ardent Peter, ponderous Christ, and fainted John at the center of the table. The viewer partaking of the empty place-setting in front of Christ and Vasari's metaphorical placement at the table completes a third group of five people. But Vasari's imaginary presence could also be affiliated with the apostles at the right-hand end of the table.
When comparing the Munich drawing with the painting, there are two significant changes: one is related to the style; the other to the content. The stylistic change is seen in the grouping of the apostles on the left side of the table, where the apostle pulling Peter's garment is an elderly man and the young apostle, on the extreme left of the group, tenderly embraces his fellow companions. Hence more gestures of affection are revealed in the drawing than in the painting. The other difference is associated with differences in the Latin inscriptions, addressed earlier in this essay. See Freedberg, Painting in Italy, 1500 -1600 and Claudia Conforti, Giorgio Vasari architetto (Milan: Electa, 1993) (Matt. 5:13). This statement has two meanings. Metaphorically, Christ is making a -covenant of salt‖ with the apostles according to Mosaic notions of fidelity, hospitality, and resilience (Lev. 2:13; 2 Chron. 13:5). Hence the apostles are making a covenant with God that, if broken, would bring perilous consequences (Mark 9:50). Similar to the analogy of salt, if food is not prepared with salt, it not only loses its flavor but also can easily become contaminated and corrosive , just as Judas, who lacked in God's faith, therefore floundered and betrayed Christ. The other signification refers to the use of salt for purification at sacrificial offerings and as prevention against evil (Ez. 16:4) . 92 In his Le Murate Last Supper, Vasari depicted two containers of salt along with the other edibles, emphasizing Christ's ministry -a covenant of salt‖ with His apostles; however, although one of them is next to Judas's place-setting of bread and wine, a knife rests between the break and the salt, alluding to Judas's breaking the pact with God, becoming impure, and violating the laws of divine hospitality (Matt. 5:13; Mark 9:5).
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The placement of these edibles on the table, which is covered with a linen cloth, augments the symbolism of sacrifice. The table was an ancient symbol of an altar that in Christianity becomes an altar upon which the ritual sacrifice of the mass will be enacted with sacramental bread and wine. When the hour came, Jesus and his apostles reclined at the table. And he said to them, -I have eagerly desired to eat this Passover with you before I suffer. For I tell you, I will not eat it again until it finds fulfillment in the kingdom of God.‖ After taking the cup, he gave thanks and said, -Take this and divide it among you. For I tell you I will not drink again from the fruit of the vine until the kingdom of God comes.‖ And He took bread, gave thanks and broke it, and gave it to them, saying, -This is my body given for you; do this in remembrance of me.‖ In the same way, after the supper He took the cup, saying, -This cup is the new covenant in my blood, which is shed for you‖ It is unclear by whom and why the painting was sold for 30 lire on 25 November 1692 to the Hospital Serristori in Figline Valdarno. 109 The hospital was founded in 1399 by Ser Ristoro di Jacopo Serristoro, a
Florentine prior, to provide a site for the healing and recovery of pilgrims. In the fifteenth century, an apothecary was built in connection to the hospital area. The medical ingredients and herbal spices were placed in majolica containers made from the ceramists of Figline Judas is differentiated from the group by being represented with a voluminous toga wrapped around him and discretely hiding his moneybag below his plate. Only the viewer is able to see this action. Judas looks intensely at Christ, who ignores his gaze while focusing on His beloved John, who has collapsed on the table after hearing Christ's negative news. In the midst of the dark room, the scene is illuminated by Christ's radiant aureole forming a solar disk, a symbol of divinity and hope. 113 Vasari constructed this lighting effect in two ways: physically to illuminate the dark room and shed light on the culinary objects and vases toward the left of the room, the arrival of servants with the food from the right opening of the room, and the reaction of the apostles. And spiritually, the light as a natural and divine source alludes to the glorious moment of thanksgiving and forgiveness of Christ as He raises His hand in blessing. The effect of light also points out a large wine vessel located on the floor in an axial direction to the 
Conclusion
In Le Murate Last Supper, Vasari captured the most pregnant moment of Christianity: the thanksgiving meal where Christ, in honoring His Father's wishes for humanity, sacrifices Himself but also will resurrect in celebration of eternal bliss, providing hope, love, and salvation for believers.
The incised Latin inscription in Vasari's Le Murate Last Supper announced Christ's message about the holy event, to be viewed by the participant nuns in the refectory at Le Murate convent. This inscription-Hoc facite in mean commemorationen [Do this in remembrance of me]-is a directive to and instruction for the Christian believer. Christ during the thanksgiving celebration instituted eternal bonds: He established a communion between His apostles and Christians; proclaimed His love toward humanity; and granted spiritual gifts of charity, faith, and hope for human's redemption through His Crucifixion (betrayal and death) and Resurrection.
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The Church's early focus on the Messianic or eukharistia meal or the offering of bread and wine was continued in the Florentine Renaissance. The eukharistia meaning of the Christian Last Supper emphasized Christ's divine role of granting spiritual benefits imparted through theological virtues (charity, faith, and hope), which combined with the natural virtues or the cardinal virtues (prudence, temperance, justice, and fortitude) to fruits and gifts, the faithful could achieve moral purity and holiness. 122 When the nuns of Le Murate entered their refectory and saw the majestic image of Christ's Last Supper, they saw their invitation to Christ's supper table. Therefore they re-enacted Christ's thanksgiving blessing with the Eucharistic prayer by saying grace before their meal: -Bless us, O Lord, and these, Thy gifts, which we are about to receive from Thy bounty through Christ, our Lord. Amen.‖ 123 Thereby they partook of Christ's eternal blessings at every meal in their refectory at Le Murate.
